WROTE THE FIRST SPANISH-LANGUAGE CLOSETED LITERATURE. SOME three hundred years later, the challenging originality of his closet verse, openly studied and appreciated by a cultured, intellectual elite, played a pivotal role in the development of homosexual litera ture in the early-twentieth-century avant-garde movements of Spain and Latin America. This essay will briefly explore how twentieth century Mexican avant-garde writers expressed the closet using ba roque models. The thesis is that the rhetorical strategies of obscuritas provided G?ngora an ideal instrument for representing the closet, which in literature is defined as a symbolic space that allows writ ers to represent and readers to recognize homosexuality in a hetero sexual context. The pertinent OED definition of closet as an adjective reads, "secret, covert, used esp. with reference to homosexuality" ("Closet") . This recognized use of obscuritas is validated further in the observations of the Peruvian colonial writer Espinosa Medrano, one of Gongoras seventeenth-century commentators, who epito mizes the consolidation of baroque aesthetics in Hispanic America by the criollo elite. The final chapter in this tour of the baroque closet will examine how the Mexican avant-garde became aware of obscuri tas through Federico Garcia Lorca s Gongorine lectures and poetry.
Obscuritas is the term used by writers and their commentators to explain, justify, and criticize a set of rhetorical devices?the prod ucts of an elaborated intellectual process?at the service of an elitist literature that is designed to be studied by a cultured minority rather than simply read by the general public. In classical rhetoric it refers to "el uso de palabras oscuras" ("the use of dark words"), such as inexact synonyms, archaisms, regionalisms, neologisms, technical terms, and amphiboly. There is also a morphosyntactic obscuritas . Later this essay will explore in detail one instance of Gongoras use of obscuritas to represent the closet and a poem by Xavier Villaurrutia, written in the 1930s, using similar devices. The history of obscuritas is well docu mented; the following summary serves to contextualize its development in seventeenth century Spain and Spanish America. In his seminal study on G?ngora's use and defense of obscuritas, Antonio Vilanova explains that the reader's role was to unveil a poem's final meaning by solving its riddle (658). Discuss ing G?ngora's major poems, Solitudes and Fable of Polyphemus and Galatea, Vilanova astutely observes that they were meant to be pondered instead of simply read; only worthy readers could fully comprehend such complex texts and achieve the maximum pleasure and benefit. In the open letter ("Carta en respue sta") G?ngora wrote to an anonymous critic to defend his poetry, he?following Augustine quoted Matthew 7.6 to justify his use of obscu ritas: "do not throw your pearls before swine, or they will trample them under foot and turn and maul you" ("Respuesta" 297). G?n gora is one more modern writer in the chain secularizing Augustine's classical reading of the Holy Scriptures, a reading based on Au gustine's view that "it is much more pleasant to learn lessons presented through imagery, and much more rewarding to discover mean ings that are won only with difficulty" (33).
In Spain, Ramon Llull's Nova Logica ("New Logic"), Teresa of Avila s El castillo interior ("The Interior Castle"), and Luis Alfonso de Carvallo's El cisne de Apolo ("Apollos Swan") all praise obscuritas (Vilanova 671 Both praised G?ngora's creative use of ob scuritas. Some three hundred years later, the early-twentieth-century boom of philological studies in Spain, Mexico, Colombia, and Ar gentina would revive interest in this baroque literature and lead to contemporary discus sions about it. Many of the neobaroque poets were professors of literature who could study the texts through the "scientific" lens of phi lology and incorporate the resulting readings into their own poetry.
Vilanova describes G?ngora's poetry as mysterious and full of dark symbolism (658) . The key word in this context is oscuro1 ("dark") because this word will become a code for the closet for the next three cen turies. G?ngora promised readers deleite ("bliss") if they worked hard enough to find the hidden meaning of words (Vilanova 659) . More recently, Joaquin Roses Lozano has up dated Vilanova's study; he bases Gongoras obscuritas on neologism, metaphor, and hy perbaton (6). The purpose of this poetry is to surprise the reader?the seventeenth-century term was alienation?in a way similar to that of estrangement as defined by Russian for malists (Maravall 213) . In this context, it is important for our link between obscuritas and the closet that a commentator like Juan G?ngora and his followers valued imitatio and originality equally. This cultural eager ness to incorporate novelty offered the perfect place for the closet: a new reality made of ne ologisms (because a new sexuality was being written), a reality with hyperbaton (because words, like bodies, were not in their classical position), a reality that demanded new meta phors (because new parts of the body would be described, parts beyond Petrarch's or Gar cilaso's metaphors of teeth as pearls, cheeks as roses, hair as golden threads, and necks as glass Renaissance and baroque ae were the first European artistic m practiced in the Americas. Baroqu there exploited a particular form that included classical writing and Spanish patois of African slaves, b songs linked to dance, obscene tav nursery rhymes, and aspects of th tures, mainly Aztec, Maya, and "medieval" colonial culture in t cas. It also incorporated the "epist of popular culture, like the presen puppeteer in the puppet show. In p Lunarejo studied the Gongorine use baton, the impossibility of separa from conceit in the poems, and t position "that all poetic language co deviation from the common lingui (Gonzalez Echevarria 161; my emp sum of which constitutes the tene ern literary theory and the basis garde neobaroque poetry. To this corpus and literary tradition, the added French literature and the n coming from the United States: ja ville, pachuco slang, the Harlem Re the fast language of radio, the eph guage of publicity, gossip, the aes cinema, and sports. At this point we must re-create the avant garde reading of baroque closeted literature to understand how it influenced neobaroque. An outstanding early instance of closet writ ing occurs at the beginning of Solitudes: the pilgrim, a young, beautiful, and noble man, is thrown naked by the waves onto the beach. To underscore the adolescent's beauty, the poem employs a clear homosexual reference Ganymede: "el que ministrar podia la copa / a Jupiter mejor que el garz?n de Ida" ("a more fit cup bearer than Ganymede / for Jupiter"; Soledades 77; Smith 86 The Sun, also called Jupiter and Taurus, does three things: first, he licks the body of the young man; then, as a bull, he charges toward him slowly; and finally he sucks the young man's clothes kindly. We can infer that the pilgrim youth, more handsome than Ganymede, is gay as well?he also is described as a "garz?n" ("groom"), which carried ho mosexual undertones in seventeenth-century Spain, mainly suggesting a passive sodomite (De Armas 129). The erotic image of Jupiter licking and kissing the body of the young man, sodomizing him gently, as the verb em bestir indicates, and licking the clothes in a fe tishistic scenario represents a powerful image of homoerotic desire. If we separate Oceano ("ocean") into oce and ano ("anus"), the word indicates where our gaze is to be directed when we first see the naked young man. As indicated earlier, one of Quevedo's favorite homophobic insults was to label his enemies, like Gongora, italtano or sicili'ano to indicate that they were homosexuals. The diaeresis, a Derridean differance, is a mark of homosexu ality, because it creates a hiatus, separating the word in two and stressing the presence the anus . The play of fric tive and nasal sounds of the alliteration the whole stanza illustrates the sensuality the caress and of Ganymede (Barkan) . In A dalucia the verb chupar ("suck") has a sexu connotation, and in this context can only fer to fellatio.
Federico Garcia Lorca (1898 Lorca ( -1936 Guardas el nombre de tu complice en los ojos pero encuentro tus p?rpados m?s duros que el silencio y antes que compartirlo matarias el goce de entregarte en el sueno con los ojos cerrados sufro al sentir la dicha con que tu cuerpo busca el cuerpo que te vence m?s que el sueno y comparo la fiebre de tus manos con mis manos de hielo y el temblor de tus sienes con mi pulso perdido y el yeso de mis muslos con la piel de los tuyos que la sombra corroe con su lepra incurable. Ya se cual es el sexo de tu boca y lo que guarda la avaricia de tu axila y maldigo el rumor que inunda el laberinto de tu oreja sobre la almohada de espuma sobre la dura p?gina de nieve No la sangre que huyo de mi como del arco huye la flecha sino la c?lera circula por mis arterias amarilla de incendio en mitad de la noche y todas las palabras en la prisi?n de la boca y una sed que en el agua del espejo sacia su sed con una sed identica The image of two men with thighs entangled is new, like the metaphor of plaster to indicate the cooling of the relationship. The poet ex presses the tension between the two men by contrasting the lover's trembling temple with the lost pulse of the poetic voice. There are also explicit parts, like the lines referring to oral sex and to the bleeding of the male lover who is penetrated by the arrow, a classic phal lic metaphor. Foam becomes a metaphor for semen, or the filling of the pillow, or the se men in the bed. The ending refers to the naked bodies lying in bed and the terrible loneliness that comes when the poetic voice realizes he sleeps only with his lover's body because its soul is already somewhere else. Soullessness indicates the vacuum of the body because, as observed earlier, the poem is constructed on classical animism as seen in the use of tradi tional fire and ice metaphors. In classical liter ature, fire melts the ice of the lover to become one with it, or, alternatively, it destroys the object of desire. In this case, the poetic voice perceives that the beloved's feverish hands are hot because the beloved is in l one else, while the lover s own 
